Graphic Narrative as a Women's Life Writing
After the twenty-first century, more and more Chinese female authors choose to present themselves in the art form of graphic narrative, giving voice to their own voices and making their experiences and histories visible. The " daily life narration" has become a prominent feature of contemporary graphic narratives. The daily life graphic narratives of these female authors have become important representatives of contemporary daily life graphic narratives due to their close, multi-faceted and multi-dimensional writing about contemporary life. The daily life narration of contemporary Chinese female cartoonists has the dual significance of presenting a picture of the contemporary life world and subverting the authority of male culture, and the themes are usually related to topics such as body cognition and gender equity. Therefore, this study identifies the daily life graphic narratives of these Chinese female artists or female artists with a Chinese background as the object of study. In addition, from the perspective of art history, female artists have always excelled in pioneering artistic fields. When the mature commercial comic book system was dominated by male authors for a long time, female authors began to emerge in the pioneering image narrative scene with strong personal style.

Research approach and methodology
The daily life graphic narrative of female authors is a kind of life writing, which is one of the important creative practices of the collaboration between words and modern visual arts, and as a record and reproduction of the real life course, its narrative function has a special and independent attribute. On the one hand, unlike pure text or pure images, it is clear, straightforward and full of depth; on the other hand, unlike popular comics and traditional memoirs, it is a kind of serious literature that is lively and interesting but not entertaining. Female graphic narrative authors put their lives and histories on paper, a way of putting the "body" on the page to tell a story. They reappear as graphic narratives in the form of a readable, drawn body on paper. Graphic narratives are undeniably 'feminist' in the way they link memory to the visual and take the textuality of the body seriously. Experimental and accessible, this will play an important role in defining feminism and could "provide a model for politically conscious post-theory and practice." This genre, which perfectly blends seriousness and fun, has quickly captured the hearts of many readers and has caused a great deal of reaction in Western academic circles, showing its precious research value and space for exploration. However, little attention has been paid to such works in China, and therefore, research on this genre is particularly urgent. 
Based on the artistic medium of graphic narrative and the visual expression of female authors' life writing, and compatible with the perspectives of individual trauma, social memory, and image power, this study elaborates on the development history of female creators' graphic narrative through textual perusal and historical analyses, and combines the artistic form and ideological content of female artists' daily life graphic narrative, with a view to exploring how this genre combines the abstract art of graphic narrative with the real kernel of individual life, and presents a brand new kind of narrative energy.
In terms of research methodology, this study attempts to combine interviews, textual analyses, grounded theory, and other research methodological aspects in order to delve into the formal styles and cultural representational significance of female authors' daily life graphic narratives.


Interviews and text analyses
Compared with their European and American counterparts, the graphic narratives of Chinese female authors are more reluctant to actively emphasise women's identities. In terms of their topics of concern, the exploration of the body, motherhood, emotions and desires, which are often regarded as typical female topics, are hidden behind the identities of young people, urbanites, marginalised people, and wage earners (white-collar workers). I have selected several works of graphic narratives by female authors to analyse them textually. These works, all by Chinese female authors or female authors with a Chinese cultural background, are Liu Yun's The Next Spring, Manny Wang's Oysters with Shells are the Heart of Grown-ups, Julia Guo's The Only Child, Chen Pei's For the Time Being, and Ivory Tower's Ruby's Enigmatic Light and Optometry. These works use beautiful images and warm narratives to show women's family and work life in urban and rural areas, in the mainstream and on the margins, respectively, as well as women's little-known and unseen individual histories. To a certain extent, they break and question the mainstream gender norms, revealing the oppression of women by patriarchy, the modernised capitalist economic system, and grand discourses such as nation and history, as well as the limited agency and subjectivity of women in the face of these oppressions, and thus highlighting a certain degree of feminist consciousness.
All of these works undoubtedly deal directly with the topic of women, and they all have a social perspective, often involving a series of complex cultural issues such as class, gender, space and identity. Therefore, the methodology of cultural studies is undoubtedly very important. This study will follow the idea of cultural studies, and based on the close reading of the texts, we will comprehensively apply theories of psychogeography, space, identity, body theory, feminism, etc. to analyse and explore such important propositions as the spatial presentation of women's daily life, cultural identity and the expression of feminist consciousness in the graphic narratives, and to reveal the process of the operation of power therein.
In addition, I will interview these female authors to understand the motivation and process of these female artists in creating these works, and use this to understand the development of China's graphic narrative industry.


Individual creation
Life Writing with Graphic Narratives
1. Life Writing
Life writing, also known as autobiographical writing or memoir writing, refers to the genre of literature that encompasses personal narratives or accounts of one's own life experiences. It involves the act of documenting and reflecting upon significant events, memories, emotions, and observations from one's life.
Life writing can take various forms, including autobiographies, memoirs, diaries, letters, personal essays, and even blogs. It allows individuals to share their unique perspectives, beliefs, and insights, providing readers with a glimpse into their personal journeys, struggles, triumphs, and growth.
In life writing, authors often explore their relationships with others, societal and cultural contexts, and the impact of events and circumstances on their lives. They may delve into their childhood, family history, personal achievements, challenges faced, and lessons learned. Life writing can be deeply introspective and offer a means for individuals to make sense of their experiences, find healing, or leave a legacy for future generations.
Life writing is not limited to famous individuals or notable figures; anyone can engage in this form of self-expression. It allows individuals to convey their authentic voice and connect with readers on a personal and emotional level. By sharing personal narratives, life writers can foster empathy, inspire others, and contribute to a broader understanding of the human experience.

2. Memory and daily life graphic narratives
The graphic narrative of everyday life is the artist's record of personal memory and the memory of the times. History as the official form of memory is often considered to be highly reliable, and historians are often seen as trying hard to reject the exaggerations and biases of memory and to present an objective collective memory in an impartial and critical manner. The multi-perspective complement of memory as its source material is of great importance to historiographical research. And the graphic narrative of daily life, as a pictorial tracing and restoration of memory, enriches the form of historical materials and can be regarded as a brand-new form of historical archive. Peter Burke, the famous British historian, has argued that，“images, like texts and oral testimonies, are an important form of historical evidence”(Burke, no date, p. 16) Among Peter's broad definitions of "images," graphic narratives are among those that allow us to imagine the past more vividly and to re-imagine it. Unlike traditional written memoirs, which rely on the construction of the reader's imagination, these works do much of this work at the time of their creation. But the body of the traditional memoir clearly places supreme demands on such creators-these images must be infinitely close to the historical environment. The authors of graphic narratives of daily life are certainly not making mere reductions; that would be no more than a collection of tracing paintings, no doubt limiting the usefulness of the medium. Obviously, the language of abstracted graphic narratives has a more specific hybrid property for the presentation of the real - the high level of abstraction of features in graphic narratives and the infinite figurativeness of details in the realist style of painting are often regarded as running counter to each other, but everyday life graphic narratives have to reach a harmony amidst this contradiction. Therefore, in a graphic narrative of everyday life, which tends to focus on factors that are specific to the time and have a significant impact, non-realist images can also arrive at the real. Not only the proximity of the pictorial context, but also the restoration of the context and perspective are crucial to the achievement of plausibility. Images may be good at making up for what has not been left on the visual record, but history that may never have been spoken or ignored is usually more dependent on the perspective of the narrator's memory.

The city - the space of daily life
Discussing the relationship between localism, globalism and cultural identity, British sociologist Mike Featherstone points out that the identification of "cultural identity" is based on the attribution of "space" and "place". The term "place" means “a particular bounded space with its set of close-knit social relationships based upon strong kinship ties and length of residence。”(Featherstone, 1995, p. 103) Featherstone believes that“There is usually the assumption of a stable homogeneous and integrated cultural identity which is both enduring and unique. In this sense it was often assumed that members of a locality formed a distinctive community with its own unique culture - something which turns the location of their day-to-day inter­ actions from a physical space into a 'place'.”(Featherstone, 1995, p. 103) Mike Crang similarly emphasises the importance of place in constructing people's emotional belonging and interpersonal relationships. “The result is places provide an anchor of shared experiences between people and continuity over time. Spaces become places as they become 'timethickened'. They have a past and a future that binds people together round them.”(Crang, no date, p. 103) Compared with the homogenised "space", place is more emotional and culturally significant, it starts from the human experience and perspective, and places more emphasis on the interaction between people and places, which binds people in the highly developed modern society, and produces a sense of "community" due to the accumulation of history and feelings over a long period of time. It also produces a sense of "community" because of the accumulation of history and feelings over a long period of time. The American human geographer Duan Yifu divides places into two categories: public symbols and fields of care, of which the fields of care are some of these places. Emotionally charged relationships become meaningful when, through repetition and familiarity, they find a mooring in a particular place. They are well decorated and well cared for 'corners' that become meaningful through their repetition and incorporation into relationships and the creation of repositories of memories and interactions. 
Therefore, whether it is Featherstone, Mike Crane or Duan Yifu, they all try to restore the original relationship between human beings and space, emphasising the interdependence between human beings and space, and that space is endowed with emotional, historical and cultural significance because of the activities of human beings in it and their interactions with each other, and thus becomes a "place" that unites the unique experience of the place and the breath of life.

Me and the Space of Daily Life
Yangzhou, my hometown, has a history of well over 2,500 years, is located in the middle and lower reaches of the Yangtze River, and has historically been known as the "Famous City of Jiangnan". It has a rich historical and cultural heritage and is famous for its beautiful gardens, ancient architecture and cuisine. Unlike large, homogenous cities, Yangzhou has a strong sense of life, retaining close neighbourhoods and everyday spaces where traditional rituals and local experiences come together, and it is these kinds of urban spaces that allow us to sweep away the glitz and glamour and touch the city in a more authentic, daily and human way.
To restore the local fieldness of space is to return to the everyday life of space. For this reason, the geographer David Ley, in response to abstract or essentialist approaches to geography, has developed the concept of "everyday geography", which argues for the necessity of living, situating and contextualising space, and devoting what might be termed an "everyday geography" to place. Some locations are the places where we live and labour, the houses, streets, factories, offices, schools, parks, cinemas, etc. in which we spend most of our time, and for which we inevitably develop a sense of place - a basic understanding of how these places work as well as a prickly affection for them.
According to Fernand Braudel, a famous contemporary French historian, the structure of history is the "structure of everyday life", and human civilisation is the everyday life of the most ordinary and common people, which defines the possible range of social, economic and cultural activities on the surface of the community.
I will create an image narrative around the city of Yangzhou. As Yangzhou is my hometown, I have extremely deep feelings for her. I was born and grew up in Yangzhou and have many personal memories of the city. I will reproduce the daily life, traditional customs and local experiences of individuals and groups in a graphic narrative from a female perspective. I will conduct an urban survey of Yangzhou from the following aspects:
2. Cuisine: Yangzhou is known as the birthplace of Huaiyang Cuisine, one of the four major Chinese cuisines, and is praised for its exquisite cooking techniques and rich flavours. Yangzhou fried rice, Yangzhou lion's head and Yangzhou fried noodles are some of the local specialities.
3. Cultural activities: Yangzhou is also one of the most important places for the transmission of traditional Chinese culture. Various traditional festivals and cultural events are held every year, such as the Lantern Festival and the Dragon Boat Festival. In Featherstone's opinion. “The regular calendar of ceremonies which reinforce our family, local and national sense of collective identity, it is also possible to draw on collective memories.。” (Featherstone, 1995, p. 108)At the same time, the warmth of these traditional festivals brings people closer together and creates a sense of home.
Compared with the flashy, fashionable and glamorous cityscape, these urban spaces, which are closely related to the daily lives of ordinary people, may be our "homes" in the true sense of the word, and they are also the only ones that can truly realise the intimate interaction between "human beings" and the city, and arouse people's sense of identity and sense of belonging.











My works
1.Huhu: Stereo "Chinese-styled" Sentiments 
This was my coursework during my third year of undergraduate studies. At the time, I only had two weeks to complete it, and it is part of my plan to continue to refine it. This work integrates Chinese people's food culture, dress culture, architecture culture, etc. I hope to let more people see the combination of traditional Chinese culture and graphic narratives.Huhu Cover and Poster Design


The prototype for this story comes from the collection of ghost stories , You Ming Record, which is at least fifteen hundred years old. The short story I adapted originally told one such tale: A scholar was reading at home, and there are several six- or seven-year-old children playing outside the window. It was raining outside the window, but they were all clean. The scholar intuitively felt that these children were not human. After a while, the children were arguing about the game. The scholar hit the pot with the slingshot, and at the same time, the children disappeared suddenly. The scholar took away the bottle-gourd shaped pot. The pot was seen by a woman who burst into tears and said, "This pot is my dead son's toy, why is it here?" The scholar recounted what happened, and then returned the pot to the woman. The woman was grateful and buried the pot in her son's graveyard. A day later, the scholar saw the child playing in his private garden again. And they smiled and said to the scholar, "I got my little pot again."After that, the children disappeared
Inside Page(You can see that there are many typical Chinese classical buildings)

The architecture in the book is modelled on the gardens of my hometown, Yangzhou, which are typical of classical Chinese gardens. Classical Chinese gardens have had a significant impact in Europe, and were first introduced to Europe in the 14th century. 18th century, a wave of learning and imitating Chinese gardens, Chinese architectural free style in Europe, known as the "Chinese style". Classical Chinese gardens in the world's most important value, one of which is its philosophical spirit of unity between man and nature, which is mainly reflected in the correct handling of the "artificial" and "heavenly work" relationship, the calculation of the said "although by man-made, just like from the heavens. This is mainly reflected in the correct handling of the relationship between "artificial" and "heavenly work", Ji Cheng said "although man-made, just like from heaven. The second is the beauty of the aesthetic spirit of the mood. Garden aesthetic ontology in the landscape, landscape construction and art in the construction of imagery has a similar process, need to sublimate from the composition of the landscape to the composition of the realm. Because the garden is a comprehensive art, its mood is richer than the artistic mood, more profound, and at the same time because the garden is the living environment, so its mood not only has a metaphysical spiritual character, but also has a metaphysical character of life. These are its main values. I put into the book the memories and experiences I had. I visualise and materialise my personal experience of travelling to the garden in the form of image narrative, and try to reconstruct my memory of my hometown by combining the traditional Chinese painting method and the expression technique of graphic narrative.
I was categorising this work as a comic book, but not in the traditional form of comics; perhaps it would be more appropriate to call it a graphic narrative. There is no traditional comic grid in this work, which means that there is one less layer of definition and restriction. I wanted to express myself more freely, to give the images a sense of fluidity, so I omitted the traditional comic grid.
For the binding of this book, I used the form of a long Chinese scroll painting. In terms of perspective, it also adopts the traditional way of Chinese painting: moving focus.George Rowley argues that，'by moving the focus, avoiding the limits of the border and, according to Guo Xi's painting theory, widening one's field of observation, these methods also suggest a continuous experience in time and a movement beyond the painting limits of movement into infinite space.' （Rowley，1947. p. 6.) On the one hand, for the creator, this method of shifting the focus is usually used to depict the mountains and landscapes in the artist's memory, and the artist, through his memories and imagination, is able to exercise the greatest freedom in his depictions without having to follow the reality of the physical space completely. It can be said that what the artist depicts is not only the mountains and landscapes, but also the spiritual perception and abstract understanding of nature and space. On the other hand, for the viewer, by moving focus, the viewer's vision can be fluid, and the viewer is able to experience "all" of the beauty in just one image. The viewer can imagine the scene depicted in the image in the moving focus, and the viewer is all in the image, not outside of it. This is a pleasure of viewing that is unique to Chinese painting. Moving the focal point allows the viewer to participate in the image to achieve some kind of interaction.Binding of long rolls of folded pages


I also made some small pictures based on my daily habits.Drinking tea is a very common habit of Chinese people and has a long history, tea culture has a deep tradition in China. There are many kinds of tea in China, including green tea, black tea, white tea, yellow tea, oolong tea and black tea. Each type of tea has its own unique flavour and way of tasting, and different types of tea require different tea sets. There are many types of Chinese tea sets, including teapots, tea cups, tea trays, tea boats, etc., and the craftsmanship is also very elaborate. The process of drinking tea itself is also an art, and the Chinese associate tea with the practice of Zen. In the process of tasting tea, people need to achieve a state of unity that combines the mind, spirit and body, which implies the Chinese philosophy of the body. Tea is often accompanied by refreshments. This is also reflected in this work.
Embodiment of Tea Culture and Chinese Bonsai





I didn't really want to elaborate this story very explicitly, so the story is not very plot-driven. I wanted the audience reading this work to be involved in imagining the plot of the story. Based on the images I created, each viewer can have a different plot, and each viewer can participate in the telling of the story. They can have their own understanding.



2.The Orchid Fall - Parodies and Adaptations of Mythological Stories
Orchid Fall" is one of my small works of art, which tells the story of a young girl, "Orchid", who loves the moon, so she chases after the sinking moon obsessively, and eventually falls off a cliff and into the water.
This is actually a parody of the Greek myth of Icarus. Icarus was the son of Daedalus in Greek mythology who had wings made of wax because he loved the feeling of flying and enjoyed chasing the heat and light of the sun. The closer he got to the sun, the faster his wings melted. Eventually, his wings melted away and he fell into the bottomless sea. The young girl "Lan", who was transformed from the flower "Orchid", became a human being and bravely chased after what she loved, even if it meant falling into the abyss. With her leap, the young girl " Lan " illustrates the spirit of martyrdom like a moth to a flame and the spirit of resistance to the powerful system. Her pursuit of freedom and her determination to realise her dreams are the same as Icarus' character. Therefore, Lan repeats the fate of Icarus.
[image: ][image: ]




The main character of the work "Orchid Fall" is deformed from the image of an orchid, which resembles a jumping girl and is very similar to the figure of a girl.I created the image of "Orchid" by taking advantage of the similarity between the two. It can be said that the girl "Orchid" is not only the symbol of the inner quality of orchids, but also the incarnation of the image of orchids. Orchid has a deep cultural meaning in China, and is widely regarded as a symbol of nobility, purity, elegance and nobility. I chose orchids as my prototype because I have a pot of orchids. I take good care of them and observe them, and gradually these delicate and soft flowers slowly metamorphose into a dancing spirit in my eyes.
Flowers are considered to be a symbol of femininity. Traditionally, in art and literature, women are often closely associated with flowers. Flowers are often considered to be symbols of beauty, tenderness and gentleness, which fits with the expectations of traditional patriarchal society towards women. Patriarchal society ostensibly views women as representatives of gentleness and beauty, analogous to the delicacy and softness of flowers. In reality, however, patriarchy expects women to obediently comply with social norms and to wear the "yoke of beauty" so that women can be easily controlled. This is undoubtedly the ideological violence that patriarchal society inflicts on women. But women are full of life force and even have the almost divine power to procreate. Women are not weak and easy to manipulate, they have their own subjectivity and will fight for what they want.
















3. "The Baseball Kid" - Osaka Travelogue
"Travelogue" is a style of recording travelling, which describes what the author sees and hears during the journey, and expresses the author's thoughts and feelings Travelogue painting is different from general painting. Travelling painting is a travelling subject behaviour, using painting as a way of experiencing the journey. I like travelling very much, and I can experience different customs and people during the journey. I often observe different cities and people in them from an outsider's point of view, and record each precious moment with a camera or a brush.
While travelling in Japan in 2019, I saw a group of primary schools students playing baseball in an Osaka park. They were vibrant and all of them were full of life. So I drew a series of sketches in pencil in order to remember the moment.
The Soviet historical geographer, Majidovich, in his History of World Exploration, recorded mankind's journey of discovery beginning in the second century AD. In the early days, human beings carried out some exploratory activities for the sake of survival, and with the development of productive forces human beings had higher material and spiritual pursuits. Because of the curiosity, intrinsic hobbies and interests of human beings to discover the unknown, in order to explore the mysteries of nature and experience a different kind of life and fun, people would briefly leave the place where they live to travel. Since the early days of human exploration, explorers have been expected to take careful notes and record their observations and discoveries during their travels in notebooks. These notebooks recorded the full results of their expeditions, which were a kind of life diary and life writing.












Small solo exhibitions in my attic
Virginia Woolf once said that women need "a room of one's own" and "an income of £500 a year" if they want to write.Even a hundred years later, her words still ring true for women who create.
Women who want to create must have a certain economic and material base. Luckily I have a small attic and I spend a lot of my time in this space: reading, watching films, drinking tea, growing flowers, painting ...... I'll be posting some of my work on the wall periodically for a little just-for-myself exhibition.
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My Attic Exhibition



[bookmark: _GoBack]


[image: ][image: ]







Conclusion
The medium of graphic narrative, with its violation of conventions and traditions, has brought itself to the forefront of discussions on the political, aesthetic and ethical work of narrative. As a form of witnessing, graphic narrative uses visual & verbal co-operation and confrontation to embody both individual and collective experience, placing the contingent self into a larger historical context and materialising it. 
For female creators of graphic narratives, although daily life is trivial and mundane, they can often find in it the support of life and the meaning of existence, and demonstrate the resilience of women's vitality through their commitment to daily life. Moreover, women's pursuit of sophistication and elegance in daily life, and the arts of handicrafts, knitting, embroidery, cookery, and painting based on daily life demonstrate the powerful creativity of women's daily life. In terms of artistic expression, writing and depicting women's daily life experiences are often the difference between women's creations and men's creations. Western feminism's theoretical construction of women's daily experiences, such as "body writing" and "sisterhood", is a clear example. In other words, women's daily life narrative is not only the presentation of women's conscious writing, but also carries a richer gender connotation.
It is based on the unique significance of daily life writing for women's writing that this paper selects this threshold to examine the relevant creations of contemporary Chinese female cartoonists, and on the basis of sorting out the traditions of daily life graphic narratives of modern female writers, it explores the significance and value of the creations of contemporary female graphic narrative creators.
In addition, contemporary female cartoonists have developed and broadened this new aesthetic form by insisting on the practice of graphic narrative as a rich visual-linguistic form. But the appropriateness of the interdisciplinary form of image narrative for expressing such difficult accounts is central to its importance as an innovative genre of life writing. The work produced by these women authors, each text rooted in a different way in a personal history of trauma, utilises the rich visual and linguistic forms offered by graphic narrative to suggest that we need to rethink the parts that are unspeakable, unseen and unhearable. These hidden parts are often the result of current censorship and cultural traits driven by social traditions.
Finally, my practice is divided into two main parts. The first part focuses on textual analyses of several typical female artists' graphic narratives, and uses visits to gain a deeper understanding of the process of creation and the author's point of view, as well as to facilitate the interaction between the author and the reader. This part of the study can provide useful inspiration and reference for the creation of female graphic narratives. The second part of the study is about my personal creation around my personal experience in relation to urban space.
As a female creator concerned about women's destiny and survival, I hope that my works and research can record the daily life space of Yangzhou, an old city, which is closely related to the ordinary citizens, with familiar local experiences, strong cultural memories, and vivid living atmosphere, and restore the most genuine relationship between human beings and the city, and the presentation of those urban fringes and underclasses can allow us to see the living conditions of the disadvantaged groups, which have been hidden by the official mainstream narratives and modernised grandiose discourses.
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《瓠壶》（ written in ancient classical Chinese）



元嘉初，散骑常侍刘隽家在丹阳。后常闲居，而天大骤雨，见门前有



三小儿，皆可六七岁，相率狡㺔，而并不沾濡。隽疑非人。俄见共争



一瓠壶子，隽音但弹之，正中壶，豁然不见。隽得壶，因挂阁边。明



日，有一妇人入门，执壶而泣。隽问之，对曰：此是小儿物，不知何



由在此？隽具语所以。妇持壶埋儿墓前。间一日，又见向小儿持来门



侧，举之，笑语隽曰：阿侬已复得壶矣！言终而隐。



It is a novel of ghosts and monsters



in the Southern Song Dynasty.



Ghosts are not so terrible, and there are also some lovely children, they are the same 



as ordinary children. There can be a warm and lovely interaction between a ghost and 



a human, and no one is afraid of a ghost or a human, which is the sentiment of Bottle 



Gourd.



You Ming
Record










《瓠壶》（ writtenin

ancient classical Chinese）

元嘉初，散骑常侍刘隽家在丹阳。后常闲居，而天大骤雨，见门前有

三小儿，皆可六七岁，相率狡㺔，而并不沾濡。隽疑非人。俄见共争

一瓠壶子，隽音但弹之，正中壶，豁然不见。隽得壶，因挂阁边。明

日，有一妇人入门，执壶而泣。隽问之，对曰：此是小儿物，不知何

由在此？隽具语所以。妇持壶埋儿墓前。间一日，又见向小儿持来门

侧，举之，笑语隽曰：阿侬已复得壶矣！言终而隐。

It isa novel of ghosts and monsters

in the Southern Song Dynasty.

Ghosts are not so terrible, and there are also some lovely children, they are the same 

as ordinary children. There can be a warm and lovely interaction between a ghost and 

a human, and no one is afraid of a ghost or a human, which is the sentiment of Bottle 

Gourd.
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Graphic Narrative as a Women's Life Writing
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